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PRESS TIME! 

Although graphic design and printing are completely dependent upon each other, the two don't always mix well. Most designers prepare 
mechanicals with little or no knowledge about the stripping and offset process, and printers are often expected, by hook or by crook, to re- 
alize the designer's ideas. Results often fall short of the designer's expectations, and much money is spent without necessarily improving 
upon the quality of the printed piece. 

However, there are designers who are quite knowledgeable about printing and stripping and who use these disciplines to their advantage, 
both creatively and economically, In this issue we are featuring a group of designers who use printing and pre-press as an integral part of 
the design process. Instead of reproducing existing work, we asked them to create original art that incorporates their ideologies. 


JOHN ORMSBY and CHRISTINE HIGDON designed, stripped, and printed a poster in their studio in Toronto. 


In San Francisco, JULIE HOLCOMB printed the special letterpress insert on a 10°x 15" Heidelberg “Windmill” Platen press 
‘The insert was designed on a Macintosh by JEFFERY KEED Y inLos Angeles. 

ALLEN HORI, WARREN LEHRER & PHIL ZIMMERMANN, and RUDY VANDER- 
LAWNS. were each assigned to design an eight page signature about offset lithography by making creative use of stripping, plate burn- 
ing and printing processes, Allen Hori designed his signature at the Cranbrook Academy of Art. Stripping was executed by THE TY - 
POCRAFT COMPANY in Detroit. Warren Lehrer § Phil Zimmermann used a combination of used and new negatives to 
strip together their collaborative contribution. Stripping took place in their studios in upstate New York. Rudy VanderLans designed and 
‘stripped his signature in close collaboration with LOM PA PRINTING inAlbany. All three signatures were printed on a one 
color, 36" Heidelberg press by Lompa Printing. Five sides of these signatures are designed to function both as page sequences when bound 
into magazine format, and as posters when unbound, The five posters are available as a limited-edition set from Emigre (for ordering in- 
formation see the last page). 

For the cover of this issue we randomly overprinted several of the inside signatures. This allowed us to create both a cover full of teasers, 
and an opportunity for the readers to experience the surprising effect of printer waste sheets, which are often seen by designers and 
printers but never by readers. In addition to these designs, we asked ED MCDONALD towriteanhomageto H. Ne 


WERKMAN, the Dutch printmaker, whose body of work was the single most important inspiration for the creation of this issue 


We would like to thank all of the contributors for their tremendous energy, and their creative and original ideas, EM 1G RE 
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Warren Lehrer is a multi-disciplinary 
artist whose work explores the paradox 
of personality, the juxtaposition of 
seemingly disparate entities, the music 
of speech, alienation and social 
patterning. He is widely known for his 
experimental and highly visual 
bookworks. Although French Fries and 
Versations are sold out (already 
collector's items) copies of i mean you 
know and his latest book GRRRHHHH; 
A study of social patterns are still 
available through Ear/Say. Main P.O. 
Box 299, Purchase, NY 10577. 

Phil Zimmermann is an offset artist, 
designer and publisher, whose works 
explore issues of political and 
environmental concerns as well as the 
structure of the book and custom 
darkroom techniques. His own books 
Civil Defense, Interference, Out of 
Hand/Blossom Book, in addition to 
other books by Keith Smith, William 
Rowe and Clifton Meador are available 
through Space Heater Multiples, P.O. 
Box 600, Rhinebeck, NY 12572. 
Christine Higdon and John Ormsby are 
a design and printing partnership 
based in Toronto, Canada. Their studio 
houses a complete offset darkroom and 
stripping facilities, a 28” single color 
Heidelberg offset press, and several 
Macintosh computers equipped with 
color monitors, a scanner and a laser 
printer. "We continue to experiment 
with various methods of generating 
graphics and imagery such as video, 
polaroid photography, and xerox. We 
use these, and other processes, alone 
or in any combination that produces 
innovative results. Together we are 
challenging our clients to use their 
budgets to produce exciting and vital 
designs. We feel that ultimately 
through this method we will create the 
most effective designs for them.” 
Julie Holcomb has a commercial 
letterpress printshop in San Francisco. 
Most of her work is done in close 
collaboration with graphic designers 
and artists on a wide variety of 
letterpress projects. 

Allen Hori is a graduate design 
student at the Cranbrook Academy of 
Art in Bloomfield Hills, Michigan. His 
poster designs for Katherine McCoy's 
lecture Typography as Discourse and 
the promotional poster 
TULIPSTOOLONG for the Typocraft 
Company are on the Emigre magazine 
t of top ten designs of the past year 
(if such a list existed). Of these 
projects, Allen says: "I've been 
weighing the relative value of 
complexity versus clarity and how each 
affects understanding in a visual 
piece. These projects have provided 
opportunities to test this threshold in 
formulating some kind of gauge in my 
mind regarding the effort any given 
audience will expend in getting 
through to the information.” 

Jeffery Keedy teaches graphic design at 
the California Institute of the Arts in 
Valencia and is a partner of Agenda, a 
Los Angeles-based graphic design 
studio. His highly personal style is 
continuously evolving as he explores 
the inner workings of the Macintosh 
computer. 

Ed McDonald teaches graphic design at 
the Chicago Art Institute and is 
currently doing research in Europe for 
a book that he is writing on the new 
avant-garde in graphic design. 

Rudy VanderLans and Lompa Printing 
continue to collaborate, despite the 
production impossibilities encountered 
during this issue. 
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PRINTING BY DESIGN By Christine Higdon and John Ormsby 


The tools designers use to create their work inevitably has an effect on how that work looks. Designers will have a different experience 
doing marker renderings than they will manipulating type in a page layout program on a Macintosh. Similarly, if their tool kit includes 
an offset darkroom and printing press, it will affect how they spend their creative time, Different approaches will suggest themselves, 
different possibilities will become evident. The tools affect not only how a design is physically crafted but also affect that designer's 


gners will arrive at the same destination if they are going by different routes and using 


thought processes. It is unlikely that any two des 


different vehicles. 
Most designers feel that their involvement in the creative process ends when they hand a stack of art boards and an envelope of transpa- 


rencies to their printer. All the artistic decisions have been made and it is now up to a team of technicians to use their tools to carry out 


the remaining tasks, which are assumed to be purely mechanical. It is not that the equipment in the print shop is inherently unsuited to 
creative work, but that most designers’ backgrounds haven't included training in the use of these tools. The technicians are therefore re- 
quired to fulfill the designer's expectations of a given piece. They are not asked for any creative input. Once the designer passes the pro: 
ject to the printer. the flexibility goes out of the process, Because of this division of labor, printing is focused on reproduction, not on 
creation. 


For those designers who are capable of doing their own film and printing, the process remains open and vital. They are in control and 


open to change until the point they are satisfied with the combination of type and imagery coming off the press. They're spared the task 
of policing the deviation from the series of rigid instructions that inevitably accompany the mechanicals 

Being able to do their own film and printing allows designers to confront and challenge many of the accepted notions surrounding these 
disciplines. Why, for example, should every copy ina print run be the same? That demand is inevitably placed on professional printers 

However, if the designer is printing and would like to change an ink color, it is possible 10 do so; or add an extra plate to some copies. I is 
possible to see what the partially completed work looks like and to make changes at any stage 

At our studio, we use a single color press so we see a printed piece evolve one color at a time. | have often noticed when looking back 
through progressive proofs that a piece will be more interesting or have more energy at some point prior to what | had thought of as com- 
pletion. ! do not think that this phenomenon is specific 10 graphic design; a great many things seem more interesting in an unfinished 
state. A building sometimes commands more attention when itis partially built or partially demolished than it does in a completed state 

Fiction is often absorbing and compelling up to the point when the author feels required by convention to tie up loose ends and draw 
everything to some kind of tidy conclusion. When a creative work gives a sense that there is still some mystery or something unresolved 
for the author himself, it seems to intensify the energy of the work. Graphic design that ties up loose ends and resolves all its elements 
also seems to lose a lot of its power. The piece can become more of an exhibition of the designer's skill and dexterity than an attempt to 
establish a dialogue with the audience. These designers create artifacts with the purpose of demonstrating how well they understood the 
problem and how successfully they solved it. That may be a valid professional goal but it is not always a creatively exciting activity for 
the designer. And the audience is not likely to be excited and stimulated by it if the designer is not 

I like to set out on certain design/printing projects without a clearly defined idea of how the finished piece will eventually look. Part way 
through the process I might decide to leave one plate off. | might decide to run one plate in a different color at the last minute or run a 
plate a second time mounted in the opposite direction. | always keep a large pile of waste sheets to run while | am adjusting the settings 
on the press, | will run the sheets through again and again, changing the gripper and flipping them over to print on the backs. This is a 
practical solution to the technical problem of adjusting the press settings, but it has the bonus effect of allowing me to see the various 
portions of my design duplicated and recombined in arbitrary and unpredictable ways. This is a working environment where accidents 
and unforeseen juxtapositions inevitably happen. If designers are prepared to pay attention to these surprises, they are likely to encoun- 
ter something really exciting, They will discover an image or elements of a design that they would not have imagined before 

A certain kind of breakthrough is made by people who have worked long and hard to become experts in their fields, Other discoveries, 
however, are made by novices who come to a situation or a process without the preconceptions and assumptions that develop with ex- 
Perience. When they begin doing their own film and printing, designers will have a heightened awareness of the aspects of the process 
that have become second nature to the seasoned professional. Their own lack of experience will prompt them to try things that can pro- 
duce interesting and original results simply because the methods they use are not the conventional ones for achieving the results nor- 


mally expected of printers 


with Letterpress printer JULIE HOLCOMB 


An interview 


Emigre: What role is left for 
you as a letterpress printer in 
today's computerized world? 
Julie: We can print really 
striking and special work in 
small to medium runs, Letter- 
press can exploit the textural 
qualities of paper in a way no 
‘other medium can duplicate. In 
many of our jobs we get Co use 
beautiful art papers which in 
themselves make a compelling 
piece. For instance, we just 
finished a job for the Getty 
Museum in Los Angeles, which 
we printed on Rives BFK heavy 
weight, a real luscious paper. 
Sinking the type into this pa- 
per and then finishing it off 
with a rice paper overlay 
makes these pieces very rich in 
terms of materials and feel, 
even though the design is ulti- 
mately simple. Letterpress can 
make good use of valuable ma 
terials. It certainly will never 
again predominate in the 
printing field. All the big runs 
and the avalanche of paper- 
work that we are flooded with 
is always going to be done in 
offset because that’s cheaper 
and quicker, and that's a real 
concern for people. They want 
it fast and cheap. But | think 
that even though letterpress is 
only a small percentage of all 
the printing done, it’s highly 
visible, and it is making a dis- 
proportionately large contribu- 
tion to graphic arts and design. 
Emigre: How do you make it 
highly visible, since most of 
your runs are quite low? 
Julie: A lot of the printing that 
we do for designers is their 
own promotional work. We 
print a lot of designer letter: 
heads, businesscards and an- 
nouncements. This is often the 
type of work that designers 
enter into design competitions. 
Also, the designer's clients get 
to see these pieces, and this is 
how we attract a lot of new 
clientele. 

Emigre: In an earlier conversa 
tion you mentioned that there 
should be more letterpress 
printers. If that would happen, 
wouldn't that cut into your 
own market? 

Julie: I don't think so, we're 
really busy and we're turning 
jobs away. 

Emigre: You don’t think that’s 
because you may be the only 
commercial letterpress printer 
in town? 

Julie: Yes, that’s part of it 
However, when you do work 
like this you continue to 
create a market, You provoke 
people to look at things differ- 
ently and to want different 
things. Just judging from the 
response that I get from peo. 
ple, if there were more letter- 
press printers doing this kind 
of work, they would be busy. A 
lot of work that is being exe- 
cuted by some other medium 
right now, whether it’s engrav- 
ing or silkscreen or offset, 
could be done letterpress and 
given a slightly different in- 
terpretation. 

Emigre: Do you think that cli- 
ents are aware of these differ- 
ences in printing, these textu- 
ral qualities that you talk 
about? 

Julie: Oh yes, people don’t 
need to be instructed, they 
really do respond to the tex- 
tures and like it 

Emigre: How did you get in- 
volved with commercial letter 
press printing? 

Julie; I started by printing and 
publishing books. | published 
500 copies of this 64 page book 
of poetry by Linda Hasselstrom, 
a poet from South Dakota. But 
it was so much work to print 
it, and it was very hard for us 
to sell it at an affordable price. 
We sold a lot of copies to a 
store in Paris, but for the writ- 
er's market, South Dakota, the 
book was too expensive. | 
stopped publishing because I 
really don’t like the business 
side of it all, the distribution 
and the selling. And that’s 
ninety percent of all the work 
involved in publishing. | enjoy 
making things, and when I'm 
done I like to make something 
else, rather than throwing a 
bunch of books in the back of 
my station wagon and driving 
around town trying to sell 
them. | think there is a place 
for the limited edition book. 
whether it is letterpress, silk- 
screen or offset, but in general 
it’s something I don’t really 
feel comfortable with, because 
I think that books should be 
accessible. | don’t feel comfort- 
able printing a book of poetry 
and having to sell it for fifty 
or sixty dollars. It goes against 
the idea of the book. In terms 
of publishing, I am more inter- 
ested in prints and printmak- 
ing, because if you sell a print 
that is an original piece of art 
by an intelligent and interest- 
ing artist for four hundred dol- 
lars, that’s cheap. That’s mak- 
ing fine art more affordable 


and accessible. But | would be 
embarrassed to sell a book for 
that amount, That's making 
something less accessible than 
it normally is. 

Emigre: Have you ever pro- 
duced your own art using this 
equipment? 

Julie: A little. We do help out 
occasionally by designing a 
moving card for friends, but | 
Just don’t like talking people 
into liking my design. I really 
enjoy collaborating. It's like 
the often raised question of 
musician versus composer. Is it 
really only the great thing to 
be the composer? I don't think 
so. If you're a very good musi- 
cian people will want you to 
play their songs. And you will 
bring something to these 
songs, you'll enrich them 
through your interpretation 
People value your skill at pla 
ing that instrument as a crea- 
tive thing, and it doesn’t both- 
er them whether or not you 
also composed the song 
Emigre: That's a perfect atti- 
tude for a printer. 

Julie: Yes, and 1 do feet that by 
not being a designer it makes 
it easier for me to concentrate 
only on the execution of the 
printed piece. Not being a de- 
signer frees me from concern: 
ing myself with certain aes- 
thetic problems. But | don't 
think that printing is entirely 
incidental to design. | feel that 
I bring something personal co 
the design, just as one musi- 
cian would play a piece differ- 
ently from another. There is 
always a level of personal in- 
terpretation involved. Most of 
the designers that I work with 
regard me asa collaborator, 
and we discuss such things as 
impression and coverage and 
all the possible variables. 
Emigre: You mentioned that 
you really enjoy working with 
Tom Bonauro, What in particu- 
lar do you like about working 
with him? 

Julie: Part of it is that I like 
Tom personally. And I think his 
work is beautiful and ! enjoy 
printing it. But also, he ap- 
proaches printing more as 
printmaking, and he experi- 
ments with it. He's really 
aware of the textural possibili- 
ties of letterpress. Also, he 
never has an entirely precon- 
ceived idea of how things 
should look, he’s always willing 
to experiment. There are other 
people who like to experiment, 
but they are not always willing 
to accept the results or share 
in the risks, But Tom is right 
there with me on the press. We 
are always making design deci- 
sions on the spot. But it's 
mostly the personal relation- 
ship that makes it click. We 
like each other and we rust 
each other. 

Emigre: Is this a pretty unique 
relationship that you have with 
Tom or are there other design- 
ers that you work with in this 
way? 

Julie: Tom is fairly unique. 
‘And it has something to do 
with the type of clients he 
works for. He's given a lot of 
latitude in his work. I think 
most designers don’t have the 
evel of freedom that Tom en- 
Joys with his clients. He's 
earned the freedom that he has 
now. | wonder what type of 
‘comps he shows his clients, how 
tight his comps are, because, as 
I said, his designs can change 
in the printing process. Most 
designers seem to be more con- 
strained by their clients, so 
there's less lattitude in the ex- 
ecution of the designs. 
Emigre: As soon as a printer 
doesn’t do something exactly 
right, designers tend to imme- 
diately move on to the next. 
Do you feel that designers 
change printers too fast, with- 
‘out giving them a fair chance 
to prove themselves? 

Julie: Yes, but offset printers 
often don't offer a designer 
anything that’s really special 
And designers see printers as 
completely interchangeable. 
They feel there is very little 
that distinguishes one printer 
from the other. That's also why 
in most design competitions 
they don’t even mention the 
printer, because they consider 
the printing process to be a 
science that can be repeated by 
different printers all around 
the world with the same re~ 
sults. And maybe that is (rue 
for offset. Maybe the technolo- 
sy of offset has fewer choices 
and stricter parameters. 
Emigre: You just did a lecture 
for the San Francisco chapter 
of the AIGA, your work was 
published in Axis, the Japanese 
design magazine, and Step-By- 
Step magazine is doing an arti- 
cle about your shop. With all 
due respect for your work, why 
do you think there is such in- 
terest in your work all of 
sudden, especially since there 
is such a rush towards comput: 


ers? What happened? 
Julie: I'm not sure, Why did 
you come here to interview 
me? 

Emigre: Your name just kept 
popping up. I became very cu- 
rious 

Julie: Well, we do print unu- 
sual and beautiful things. 
Emigre: But you've done that 
for quite some time. Why is 
there such attention now? 
Julie: It's taken some time, es- 
pecially since our business is 
mostly dependent on word of 
mouth. | do work with a much 
wider variety of designers now 
than I did when I started seven 
years ago. And what makes our 
body of work so interesting is 
the wide range of excellent de- 
signers that have been work- 
ing with us, Also, I feel that 
my business has grown along 
with the design community 
here in San Francisco, which 
has become more and more 
prominent and is very active. 
Emigre: Do you think there ex- 
ist quite a few misconceptions. 
about letterpress today? 

Julie: Oh yes. Of course every- 
body thinks it is (00 expensive. 
It is very labor intensive, but 
we make a real effort to make 
letterpress affordable. Reason- 
ably speaking that means we 
compete with good quality off- 
set. Also, most designers think 
that letterpress is only applica- 
ble to a very narrow range of 
designs. Certainly if you con- 
fine your work to metal type 
and the ornaments and rules 
that are available from type- 
foundries, it is limited. Al- 
though there is a variety, and 
you can create very fine work 
with those materials, within 
the context of graphic design 
and how designers need to ex- 
press themselves, it is limited. 
But letterpress should not be 
defined by the aesthetic possi- 
bilities of metal type and or- 
naments. Letterpress is a very 
flexible medium. You can print 
from wood, from all kinds of 
metal, from photoengravings 
made of zinc, copper, magne- 
sium or plastic photopolymer 
plates, which is what we use 
now. This last technique made 
it possible for us to greatly ex- 
pand the range of artwork that 
we can print from. We can 
make relief photoengraving 
from virtually any artwork 
that we get. We can print very 
Fine lines, or big solids. It 
doesn’t have to be just type 
and ornaments, And given the 
interpretation of letterpress, 
it will certainly look different 
from offset because of the tex- 
tural qualities. Also, letter- 
press puts on a denser layer of 
ink and we can use more unu- 
sual papers. We have really 
tried to get letterpress to seri- 
ously participate in the design 
marketplace. We have done 
that by being able to process 
and print a wide range of art- 
work, to have the vocabulary, 
technically, to say the kind of 
things that people need to say 
nowadays. And we've tried to 
make it accessible in terms of 
clients’ budgets. 

Emigre: It seemed to me that 
letterpress was more or less 
dying away. Is there still room 
for letterpress to develop? 
Julie: I'd love to see more peo- 
ple with letterpress shops like 
mine, 

Emigre: Do you see that hap- 
pen? 

Julie: Well, there are a few ob- 
Stacles to it. One problem is 
that itis very difficult to get 
equipment. Some of my stuff | 
got out of a printer’s dump- 
ster. Almost all of my equip- 
ment is used, from people who 
went out of business. The oth- 
er problem is that there isn’t 
anywhere to learn. You have 
to teach yourself. There are 
more book arts programs 
around at colleges than there 
used to be, but they don’t 
teach commercial letterpress 
printing. They don't teach you 
the pace, they don’t teach you 
to use the presses you need for 
‘commercial work. It's mostly 
set up for creating art. And 
that doesn’t embrace the range 
of things that you need to do 
to be in business. 

Emigre: How do you feel about 
computers? 

Julie: | think computers are 
great. They're just another 
way to produce artwork. It’s 
just another way to be cre 
tive. And the way we're set up, 
we can take the artwork that 
‘comes from a computer and 
print it. On the other hand, 
computers are contributing to 
an attitude that everything 
has to be “designed.” Every 
little store, even if it’s one 
person, has to have a logo. And 
community newsletters are 
now “designed.” It didn't used 
to be like this. Signs used to 
say “Joe Smith, Barber.” And 
that was it, your name was 
your logo. 


"THE HIDDEN PATHS ARETHE MOST BEAUTIFUL ONES." H.N.WERKMAN 


An homage by Ed McDonald 


The ideas of very personal, passionate creation and commercial printing are rarely held side by side in the mind. The design professional 
of today, having gone through a course of study that probably never recognized the “personal” or ‘passionate, " and perceiving printing 
as a painful and expensive evil, may see these two factors as compatible as brown beans and cherry yogurt. 

Most people, if familiar at all with H. N. Werkman’s work, have seen examples in Herbert Spencer's excellent book Pioneers of Modern 
Typography or a small mention in A History of Graphic Design by Phillip Meggs. In both books Werkman keeps company with El Lissitsky, 
Piet Zwart and other important modern typographers. However. to see Werkman in this light is to acknowledge only one important 
phase of a career that in spirit owes far more to Dadaism, Surrealism, and the creative freedom of Van Gogh than it does to De Stijl or 
Constructivism. Werkman himself, after a period of intense interest in the international avant-garde, turned his back on the more theo- 
retical modernist movements; they simply did not offer the degree of personal and intuitive creative freedom he sought. Other impor- 
tant differences are evident between Werkman’s evolution and the paths of the major movements that have affect- 
ed the design profession today. Instead of a continued and increased course of abstraction, Werkman chose to 
express his vision of freedom by representing the reality around him through his own evolving techniques. One can 
Iiterally plot the broadening of Werkman’s interests and awareness through the phases of his work. Its important to 
keep in mind that throughout his life he earned his living as a commercial printer. His first truly creative period, how- 
ever, occurs after the failure of his large printing operation in 1923 

His environment of the previous ten years, the printing works, provided the input for his early experiments, Loose 
and spontaneous compositions of typographic elements, flat planes (sometimes the backs of wooden poster letters) 
and other static printable surfaces such as an old plate from a lock were inspired, though not formally, by his hero, Vincent Van Gogh 

The young Werkman had seen an exhibit of Van Gogh's work in Groningen at age fourteen, and the impression of a search for personal 
truth and freedom was never to leave him. Included in this early period of work are some experiments done on a typewriter (called 


‘ticksels’) and his nine famous publications, which were issued under the Eni 


ish title The Next Call. They included poetry, prose and for- 
mal experiments, mostly by Werkman himself. He had seen the De Stil exhibit of 1922 in Groningen and, before the bankruptcy of his 
first shop, had printed Blad voor Kunst, an art news magazine It is certain that he was aware of current trends in the art world, He ea- 
gerly traded his own The Next Call with other avant-garde journals, among them Merz(El Lissitzky and Kurt Schwitters) and De Stij(Theo 
van Doesburg). Even though he was conscious of these influences, he never traded his own sense of experimentation in his own envi- 


ronment for the “logical” and “universal” goals of the contemporary movements. His early prints defy the geometric two-dimensional 


tensions of De Stil and Constructivism. Instead they represent simple views, such as the smoke stacks seen from his print shop window, 
with richly layered repeated shapes of various intensities that give a sense of illusory depth 

He coined the name “druksels” (‘drukken’” is Dutch for “printing’) to underline the origin of the pieces as “printing.” but not bound by 
commercial concerns. Of his earlier business difficulties he wrote, “In the conventional sense everything that had taken me ten years to 
achieve was lost in the space of a few years. But, like a wet poodle, | shook myself free of all the things that bothered me, and so | was 


virtually on my own for some time. To be quite frank | didn’t always understand my own feelings. But | kept reminding myself: all you 


lose now is in fact gained” The Next Call was produced in his new shop ~ a small space in the attic of a warehouse - and sent out free 
of charge. Even though Werkman gained important exposure with his efforts, he found little sympathy with his romantic quest for indi- 
Vidual freedom and purity. He continued to broadcast his views hopefully. but by the ninth issue, November 1926, he had lost all faith in 
the breakthrough the international avant-garde had promised. He ceased publication of The Next Call and entered a period of intense in- 
troversion. 

The only connection remaining from The Next Call was with Michel Seuphor, mentor of the "Cercle et Carre” group in Paris. Werkman’s 
trip to Paris in 1929 proved to be a turning point in his work and methods. Although he was unable to visit Seuphor, he returned from the 
trip [ull of images and with an idea for a new technique. He began to experiment with direct application of the ink roller to the paper 
and hand-stamping of printing elements onto the page. He had freed himself (and his work) from the constraints of the static “lock up” 
process of the press, Elements could now be absolutely freely and spontaneously placed and layered. As he worked, he could immediate- 
ly see the results of his actions and respond accordingly with the next element. Even though these do not seem like grand innovations to 
us today, they are actually precursors for parts of the design process that we now all take for granted. Anyone who today works on a 
computer to compose their designs cannot imagine not having total control of the placement and manipulation of forms, or having the 
design process displayed to them, step by step, on the screen. In creating prints without a press, Werkman had gained a greater degree 
of freedom and made the design process visible and kinetic. It was of no concern to him that these prints were singular creations (only 
forty copies of each issue of The Next Call were ever produced), 

It was then 1930 ~a mixed year for Werkman. Seuphor did exhibit two of his prints with the "Cercle et Carre” group in Paris, but during 
that same time his second marriage ended in divorce and his mother died. The complacency of the Groningen art group, "De Ploeg,” with 
which he was involved, was also a source of frustration. These factors created a period of great depression for Werkman; he even consid- 
ered following Gaugin’s example of emigrating to Tahiti to escape his troubles and gain the free life he longed for, but later cancelled his 
plans 

This slow period continued until 1934, when he met Greet van Leeuwen, (who, in 1936, was to become his third wife). A commission for a 
poster for the Groningen Gasworks at this time led to another major innovation. He now employed cut stencils with his roller technique 
and hand-stamping to gain ultimate control of expressive form in his compositions. This was not a control of method, for the sake of 
consistency or logic, but a formal technique that allowed him to express, in his own way, more of the world around him, Werkman 
wrote”. the procedure demands extreme care and precision as far as both the material and the hand roller are concerned. But itis very 
exciting and the tension lasts longer and is indeed much greater than with the methods | used previously And that pleases me because | 
would not like it if | were simply embroidering on an old theme. New possibilities emerge of their own accord, creating a perspective 


that calls directly for a new effort __ It is really true that a sort of happy surprise fills me quite naturally when | am at work. It is the in- 
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terrelationship between emotion and reason that drives the imagination in a certain direction.” Such a statement may be perceived as 
running parallel to the heroic proclamations of his contemporaries but, unlike the continuing experiments of the modern movements, 
his work gravitated towards the representational. His images broadened the conventional notion of print, with their impulsive 
application of heavy and light inks directly to pieces that were products of evolution, not execution. 

The period 1935-1939 is characterized by these loosely structured representational works. A small edition of the suite “Hot 
Printing” was done at this time ~ Werkman’s reaction to the “Hot Jazz” music. Up until this point his work had only been 
known within Groningen and by a very few international artists. It was in 1939 that Sandberg discovered Werkman’s prints 
and arranged for an exhibition for this "drukker van het paradijs” (printer from paradise) at Helen Spoor's gallery in Amster- 
dam. The friends and exposure gained from this exhibition proved pivotal for Werkman in the upcoming years. Those years 


proved to be difficult ones, Political tension was increasing in Europe and the Nazi invasion of Holland in May 1940 was a 


great blow to Werkman and the entire artistic community. He produced not a single print that year but did become ac- 
quainted with a group that was later to become "De Blauwe Schuit” (The Blue Barge), a clandestine publishing operation that urged a 
spiritual resistance to Nazi oppression. August Henkels, a member of the group, later wrote of their first meeting: “There we sat, togeth- 
er, all of us filled with the same thoughts. Each with his private and personal experiences in life, but now everything veers toward a new 
focus: the tyranny that has come over us. Our hostess remembered a poem by Nijhoff that ran: ‘It is not that we do not dare, itis that 
the time is not yet here. So begins every beginning ...” Henkels recalled the reaction, *... something in the room had changed. A spark 
had set fire to the desire for action. We told each other .. this poem must be printed.” Werkman’s active involvement in this group be- 
gan with the poem and continued for forty issues of De Blauwe Schuit, each of which he signed as printer. He was well aware of the 
danger involved in these activities, but went on to interpret and give form to the spirit of the resistance 
This tense and terrible time was one of great activity for Werkman. With a refined understanding of his technical experiments intact 
he was ready again to print multiple copies of his work for a nationwide underground audience. He perceived his mission clearly ~ it had 


been his personal mission even in times of peace. The works of this period seem to be a focus for his commitment to individual freedom 


and purity of expression. The contents of the pieces range from the writings of Luther to a version of Gutenbere's 1454 
“Turks Calendar,” (which warned of the danger of Turkish invaders then moving through Europe), This calendar also contained 
‘old Dutch rebel songs from the period of the Spanish invasion of Holland in the 1600's, The sense of common purpose and 
comiraderie, which had been missing from his life until 1941, had been strangely provided by the terrors of the war. He was de- 


lighted to write to Henkels: “This morning I received a card from Sandberg saying, “The calendar is beautiful. Our friends are 


filled with admiration and delight.” Some of his prints had been shown in “The Illuminated Page” exhibit held at the Stedelijk 


Museum in 1941, where they attracted the attention of Paul Guermonprez, who soon became a great friend. It was through 


him that Werkman would meet Rietveld, Schuitema, and other important Dutch artists 
twas also near this time that he visited the vault, not far from Castricum, where the art treasures of the Stedelijk had been hidden. This 
Visit inspired a new crop of prints that was closely followed by his famous “Legends of Baalschem'” series, based on the Chassidic texts of 
Martin Buber and published for De Blauwe Schuit. He continued to work furiously on his own druksels as well, being excited and 
shocked by the sights and events around him. These images are surprisinely peaceful fantasies, He wrote: ... the druksels of paradise, not 
the paradise that is known, but the unknown, somewhere in the world that no man from the cultured places has yet discovered ~- thith- 


er | have fled, because our world is no longer to be borne.” 


le began to supplement the imaginary escape found in his printed images 
with drawings and paintings of similar subjects. Even though winter cold and lack of materials made printing more difficult, he was able 
to produce some eighty prints between January and March 1944. Between March and May of the same year, he was to produce the last 
seven issues of De Blauwe Schuit. On May 23, 1944 his first grandchild was born, which inspired him to make some trial prints, but the in- 
creased tension caused by the presence of the Allies in Holland and the news of the execution of Guermonprez in June caused him to 
stop work again. As liberation moved nearer, conditions in Holland became worse. Some of his typesetting material had already been 
Confiscated, electricity was shut off, and telephone and postal communication with his friends, many of whom were in hiding, had be- 
come almost impossible. Henkels came out of hiding to visit Werkman after the disastrous winter of 1944. This proved to be a welcome 
but fatal contact. On March 13, 1945 both men were arrested by the secret police and Werkman's work was seized and taken to police 
headquarters. He was accused of “cultural Bolshevism,” creating “surrealist trash,” and aiding the Jewish cause. 

The liberation of Groningen came too late for Werkman. In the early hours of April 10, 1945, he was executed with 
nine other prisoners in woods near Bakkeveen. The tragic end was not complete until, during the battle for libera- 
tion, Werkman’s confiscated works were lost in a fire 

The fact that Werkman was able to interpret and, through the use of type and image, truly inform and communi- 
Cate the qualities of his environment to others establishes him as a great designer. The fact that, through his vision 
of the human condition, he was able to inspire others and express the spirit of his time establishes him as a great artist. But HIN. Werk- 
man was a printer who had no more at his disposal (probably far less) than designers, artists or printers do today. The thine that distin- 
suished Werkman was a willingness to express and evolve a personal vision, not bound by theory or the approval of others, of his own 


surroundings and impressions through the means he had at hand. 
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delivery. Prices and availability subject to change 
without notice. Orders outside U.S. must be paid by 
International money order. All orders must be pre-paid 
In US. dollars. (We charge a #10 service fee for bounced 
checks.) Make check or money order payable to 
Emigre Graphics 

48 Shattuck Square, No.175 
Berkeley, CA 94704-1140, U.S.A 
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VINJOWW 


(ANCLUDES UPS SHIPPING). 
POSTER DESIGNS BY 
ALLEN HORI, 
WARREN LEHRERS 
PHIL ZIMMERMANN AND 


RUDY VANDERLANS. 


(SEEYASOON) 


PRESS TIME! LIMITED EDITION 5-POSTER SET (SEE ORDER FORM ON LEFT) 


eo 


SUBSCRIPTION RATES INCLUDE 
SHIPPING AND HANDLING. 


Wane 


TONPANY 


FLOOR, SUITE HUMBER 


aS 
2.0 


Signs of Type Booklet 


BE 
tne “Globe T-shirt | 8 


i 
Non-stop Design T-ahiet | aFSe 


SHIPPING 


Subtotal 


Shipping and 
handling charge 
per order 


This form is effective 8/89. Please allow 2-5 weeks for 
delivery, Prices and availability subject to change 
without notice, Orders outside U.S. must be paid by 
International money order. All orders must be pre-paid 
in U.S. dollars. (We charge a #10 service fee for boun 
checks.) Make check or money order payable to: 
Emigre Graphics 

48 Shattuck Square, No 

Berkeley, CA 94704-1140, 


"HOW ARE YOO DOING TOPAY MR. LOMPA?" 


"BETPER THAN WELDE SER VE." 


(INCLUDES UPS SHIPPING). 
POSTER DESIGNS BY 
ALLEN HORT, 
WARREN LENRERS 
PHIL ZIMMERMANN AND 


RUDY VANDERLANS. 


VINIOWW 


Pe 81 a &. 


(SEEYASOON) 


P 
A coRAMaTization) \ ee (DRAMATIZATION) |f 


PRESS TIME! LIMITED EDITION 5-POSTER SET (SEE ORDER FORM ON LEFT) 


